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1"The ability to conduct is a gift of God...if you have the gift within you, you can
conduct; if you have not, you will never be able to acquire it. Those who have been
endowed with the gift are conductors; the others are time-beaters." (Labitzky, 1990, p.2)
This statement summarizes a corlmon belief about major orchestra conductors.
The word conductor is derived from the Latin conducere, to lead and bring together. The
dictionary defines a conductor as the director of an orchestra or musical group.
(Webster's, 1983) Inthe medium of music, conductors have long reigned supreme as
leaders of their prospective musical ensembles. While composers are lauded for their
creative genius and musicians are held in high esteem for their virtuosity, each of these
groups is eventually dependent upon the conductor to realize the potentialities of
composed music. "Musical organizations are the last of the great dictatorships --
benevolent dictatorships, we hope, but nevertheless dictatorships." (Hartling, 1989, p. 7)
With major professional musical ensembles performing throughout the world and having
existed for hundreds of years, it stands to reason that there have been many conductors
who have spent their lives directing professional ensembles. Given this large number of
professional conductors in the western European musical tradition, it is surprising that
few have succeeded in securing a place in history as being the best of the best. The
words genius, charismatic, and visionary are just a few of the subjective terms often
employed to explain why these few conductors have had greater success than others. It
is the use of the word "charisma" that gives the impetus for this study. The theory of the
charismatic leader as articulated by Max Weber is one of leadership studies' oldest
theories and has been used to explain the personal traits and subjective qualities that lead
to success by leaders in other fields and settings.
2"Max Weber was the first to introduce the term 'charisma' into sociology the
first to attempt to analyze the inner content of the charismatic's character, the first to
argue that charisma implies a relationship between the great man and the followers, and
the first to place the charismatic within a social context." (Lindholm, 1990, p.24)
"The term'charisma'will be applied to a certain quality of an individual
personality by virtue of which he is set apart from ordinary men and treated as endowed
with supernatural, superhrurran, or at least specifically exceptional powers or qualities."
(V/eber, 1946, p. 358)
If great conductors display personal traits associated with charisma in their work,
then, charismatic leadership theory should be able to explain or at least illuminate the
reasons behind the phenomenal success of the world's greatest conductors. The focus of
this paper, therefore, will be on analyzing the behaviors and personal attributes of these
conductors to discover commonalities in traits or behaviors while comparing them to a
current charismatic leadership theory model. This study will focus on the following
hypothesis: if the distinguishing characteristic of exceptional conductors is charisma,
then a charismatic leadership model should offer methodologies to improve the training
of all conductors. If this hypothesis is true, then Labitzky's statement will be false and
there will be new avenues to explore for conductor education.
Charisma shall be understood to refer to an extraordirary quality of a person,
regardless of whether this quality is actual, alleged, or presumed. "Charismatic
authority," hence, shall refer to a rule over men, whether predominantly external or
predominantly internal, to which the governed submit because of their belief in the
extraordinary quality of the specific person. (Webea 1946, p.295)
3Weber stated this definition of charismatic leadership nearly eighty years &Bo,
and this will be the definition used in this study with the substitution of charismatic
leader for charismatic authority. While the model used to analyze charismatic
leadership will be a more modern version, the definition of charismatic leadership will
remain as V/eber first proposed early in the 20th century.
Charismatic leadership theory has its roots in Max Weber's works in Germany in
the early 1920s. This theory, however, has nearly 90 years of history and revision. For a
period of nearly 40 years from 1940 through 1980, very little was written about
charismatic leadership. Since 1980 however, there has been renewed interest in
charismatic theory with many books and studies emerging in the last 20 years. Bernard
Bass and Bruce Avolio, Robert House and Boas Shamir, Jay Conger and Rabindra
Kanungo, ffid Marshall Sashkin have been leaders in the study of transformational and
charismatic leadership through the 1980s and 1990s. In addition, there are no less than
a hundred journal studies empirically comparing specific charismatic traits with
organizational effectiveness as measured by a variety of outcomes in the business world.
It is in this realm of renewed interest in charismatic theory that the characteristics of the
three conductors will be compared.
There are dozens of famous conductors worthy of study by virtue of their
accomplishments and worldwide acclamation. This study will look at three
internationally recognized conductors. Advancing a greater understanding of the ways
in which traditional charismatic leadership theories can be used by conductors to
enhance the success of their leadership is one purpose of this study. The determination
of areas for further study and development in charismatic leadership theory is a second
4purpose of this study.
The three conductors chosen for this study are Arturo Toscanini, Leopold
Stokowski, and Leonard Bernstein. These three conductors have different national
origins, have different periods of influence, come from different social strata and
economic advantage, possess enorrnous amounts of international acclaim, have an
appropriate body of literature written about and by them, have common orchestra
leadership opportunities (they all conducted the same orchestra at one time: the New
York Philharmonic), and share a reputation as model figures in orchestral conducting.
These were the deciding factors that make these conductors suitable for this study.
While many current conductors are worthy of study, these three have withstood the test
of time to secure their legacy as great conductors.
Conductors come and go. Many regard them as little more than necessary evils,
ego-trippers who place themselves, literally, on pedestals higher than either the
musicians they lead or the composers whose works they play....Any orchestral player
will relate what agony it is to put up with most conductors...But orchestra players,
composers and music-lovers all agree that there are exceptions...some men are born to
lead. As conductors, they possess an almost uncanny ability to make the best of what a
composer has written and to inspire even the most jaded orchestral players to give
everything they have and more...they breathe life into music long thought boring or
second-rate. (Robinson, 1977, p. xi)
This study will show how the one charismatic model of leadership sheds light on
the factors contributing to the success of these rare conductors.
5Method
After the clarification of terms and a brief review of the literature, each
composer will be studied separately to discover the personality traits and professional
behaviors that contribute to their high degree of success as a conductor. These specific
musical leadership traits and behaviors will then be applied to the traditional definitions
of charismatic leadership. A comparison of the results of this examination will
determine if the traditional defrnitions of charismatic leadership would have been
accurate in predicting the phenomenal success of these conductors. A composite view
of the three conductors will be created that will be compared to a charismatic leadership
model to deduce if that model of leadership is comprehensive enough to predict success
in musical conductors and offer a path of learning for conductors desiring greater
success in their chosen profession.
Terms
The definition of conductor in the dictionary does not supply the depth and
scope of the characteristics needed to be a conductor of a professional ensemble. There
is also the question of whether a conductor is, in fact, a leader. In the series The Art of
the Conductori author Paul Robinson makes a succinct observation on the connection
between conducting and leading.
Great conductors and great leaders in general have the ability to make others do
more than they imagined they ever could in their wildest dreams. Such individuals
possess an unusually powerful vision of what it is they are trying to achieve.
Conductors of superiority must have both a singular ability to galvanize their players
and a distinguished conception of the scores they perform. A first-class orchestral
6musician has absolute control of his instrument and knowledge of the entire symphonic
repertoire. No conductor tells him how to play his instrument, and no conductor really
teaches him to play the pieces he has known for years. But it is often the conductor
who brings all such knowledge and experience to life as inspired music-making, and
only the greatest conductors succeed in doing this with any regularity.
(Robinson, 1977, p. 3)
A conductor must prove his power in three directions: he must show that he
knows what he wants, that he can secure it from the players, and most important of all,
he has to convince his hearers of the fitness of his judgement... (Robinson, 1977, p. 6)
For the purposes of this study, it will be assumed that a conductor is a leader.
These are but the more succinct and generic definitions of the job of an orchestra
conductor. The skills and training of a professional conductor are discussed in great
detail in many volumes throughout history. For the purposes of this paper, the term
conductor means a professional conductor of a professional orchestra whose role is to
have the professional orchestra perform at the highest artistic level.
While the definition of a conductor may be clear, what he does physically needs
clarification. "To conduct" is a verb describing actions taking place as leader of a
musical organization. Eugene Ormandy describes conducting will in this passage.
To stand in front of an orchestra, band or chorus and beat time does not make
one a conductor. But to bring forth thrilling music from a group of singers or players, to
inspire them (through one's own personal magnetism) to excel, to train them to become
musicians themselves, personally to feel the power of the music so deeply that the
audience is lifted to new heights emotionally-- or gently persuaded, through music, to
7forget momentarily the dust of earth and to spend a little time in another world -- this
can be called conducting. (Green, 1969, p. 1)
The physical and mental skills necessary to accomplish the tasks set forth above
are what will constitute conducting. It is apparent even from these few excerpts that
inspiration and vision are closely affiliated with the conductor. Therefore, charismatic
leadership is an appropriate basis for analyztng a successful conductor.
Literafure Review
There were three areas of investigation in this sfudy. The first involved
gathering infbrmation on the three conductors. Since the three conductors are deceased,
there are only a few things written about them in recent years, but there was a wealth of
perspectives on their personal lives and careers; some studies were published
posthumously and many written while they were alive. Toscanini had two biographies
done early in the century (Nicotra,1929; Stefan, 1936) that were extremely flattering.
The biographies done at the end of his career were more thorough in facts and anecdotal
evidence that illuminated the characteristics of the man (Sacchi, 1951 ; Haggin, 1959),
while the posthumous works offered the greatest amount of detail and some perspective
interspersed with subjective judgments of his place in history (Sachs, 1978; Haggin,
1967 ; Frank, 2002). There were also three very interesting studies conce*ing
Toscanini that warrant mention: Haggin's book, The Tbscanini the Musicians Knew,
Horowitz's book, (Jnderstanding Tbscanim, and Blum's study, Toscanini s Relation to
His Orchestra. These authors dissected the psychological tendencies of the man and the
effects of his leadership on the people under his baton.
Stokowski has a number of biographies written ahout him that diverge in their
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view of the man and his place in musical history. Stokowski's own book, Music for All
of Us, lends a valuable personal view of the conductor, while the biographies that were
written in the last 30 years (Chasins,1979; Daniel, 1982 ; Smith, 1990) give viewpoints
ranging from hypercritical to adoring. A valuable resource for the behaviors of
Stokowski as a conductor was the book by Paul Robinson written in 1977: The Art of
the Conductor- Stokowski.
Bernstein was the most prolific author and scholar of the three conductors. He
wrote a number of books (Findings, 1982 ; The (Jnanswered Question: ,Slx Talks at
Harvard, 1976 ; The Infinite Variety af Music,1962 ; Leonard Bernsteinb Young
People's Concertsfor Reading and Listening, 1970 ; The Joy of Music,1959) and
inspired a number of extremely detailed biographies (Gradenwitz, 1987 ; Peyson , 1987 ;
Heyman, 1968 ; Cone, 1970, Briggs, t96l). As with Stokowski, there are divergent
views of his place in history, but there is a general consensus even among his detractors
that he was a special conductor. Bernstein's own writings offer a rare glimpse into his
personality. There was much less written about Bernstein and his interactions with the
musicians in the orchestras under his direction; however, in the articles published after
his death, there are insights into what his followers saw and felt when he was their
conductor.
The second area of the literature review focused on charismatic leadership
theory. There is no shortage of experts in this category. As previously mentioned,
charismatic leadership began with Max V/eber in the early 1900s with his definition of
charisma in leaders. Three of his works were translated and used in this study while a
founh was a treatise on music. It seems that Max Weber was fascinated with music.
I
UnfortunatelS there is nothing in his music book about conductors or leadership.
The study of charisma lay dormant for quite a while in the middle of the 20th
century. In an early post-Weber writings on charismatic leaderrhip, Robert House
wrote a chapter in a book entitled: "A 1976 Theory of Charismatic Leadership". This
work led to many significant collaborations with Boas Shamir culminating in the "The
Motivational Effects of Charismatic Leadership; A Self-Concept Based Theory" in 1993.
Their basic hypothesis is that charismatic leaders transform the nature of work by
making it more heroic, morally correct, and meaningful to the followers. The skill the
charismatic leader uses in this model is almost exclusively creating a unique and
compelling vision. The charismatic leader must create a vision that is appealing and
meaningful to all the followers, fosters a collective identity, and reinforces confidence in
the followers abilities. This model has wide appeal to many in the husiness world and
these two have authored a number of books together developing this version of
charismatic leadership.
With the work of James McGregor Burns and his definitions of "transactional"
and "transformational" leadership in his book Leadership in 1978, there was a new
voice to follow and explore the subjective behaviors of leaders. Since 1980, there has
been a wealth of information published on transformational leadership mainly through
the works of Bass and Avolio. Their work in the transformational leadership area is
notable because their work very closely aligns with Max Weber's earlier definition of
charismatic leadership. In fact, the first component of their transformational leader
model is "charisma or idealized influence." Their work became a renewal of the
charismatic leadership study as first defined by Weber. However, there are some
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problems with the concept of transformational leadership as envisioned in the work by
Bass and Avolio. The work of Bass is not distinctive enough to be much different from
Weber. "...there also has been some confusion as to the essential differences between
the Bass and Avolio transformational leadership model and other models of charismatic
leadership." (Bryman, 1992) What Bass and Avolio defined as transformational
leadership specifically states that charisma is not enough. "Charisma is a necessary
ingredient of transformational leadership, but by itself it is not sufficient to account for
the transformational process." (Bass, l9S5) Bass andAvolio have written a number of
books together and developed the Leadership Behavior Description Questionnaire and
the Multifactor Leadership Questionnaire. While their work was a helpful reference
lending depth to the behaviors of charismatic leaders, their focus on measurable
benefits to the organization based on levels of charismatic behaviors with profit
quotients were not applicable to this study.
In 1988, Jane Howell published Charismatic Leadership. This book expanded
upon the work of Robert House by defining two types of charismatic leaders: the
socialized leader and the personalized leader. The socialized leader articulates visions
that serve the interest of the followers, while the personalized leader demonstrates
authoritarian and narcissistic interests without regard to the followers. They
demonstr ate ahigh need for power and hold goals that are self-serving. This definition
of charismatic leadership can be seen to fit the three conductors in this study at certain
times and under certain circumstances, but doesn't allow the prospect of simultaneous
aspects of both of the socialized and personalized charismatic leader to be present at the
same time and in the same person. There are many examples in the lives of these
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conductors where both of these types of leaders exist in the same moment. This model
was not used in this study.
Marshall Sashkin is another influential researcher whose book Charismatic
Leadership: The Elusive Factor in Organizational Effictiveness sparked an interest in a
subset of charismatic leadership that he called visionary leadership. In his model of
leadership, the effective leader empowers followers through a compelling, altruistic
vision. What this model does not address is the competence of the leader in articulating
the vision in determining the success of the goal. In the study of our conductors, the
articulation of the goal and the vision is what separated these conductors from other
conductors, so this model of leader was not used.
The work of Jay Conger and Rabindra Kanungo, Charismatic Leadership in
Organizations, seems to solve most of the problems associated with other models of
charismatic leadership. This model uses three stages of charismatic leadership:
evaluation of the environment, formulation and articulation of goals, ffid the means to
achieve goals. There is a wealth of information in this volume that applies to our
conductors. Their leadership questionnaire could be a basis for a content-specific
development tool for new conductors in colleges or as a tool for the evaluation of one
aspect of a prospective orchestra conductor. Their model is not so heavy on the
business application so it is less difficult to use when examining the three conductors.
The three identified conductors are by acclamation successful beyond all of their peers,
so the question becomes what parts of Conger and Kanungo's charismatic model are
helpful in the study of these three conductors and which are not? Examination of the
three conductors will take place using the categories of leader behaviors and personal
Augsburg College Library
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traits.
The third and smallest area of literature research is the definition of the role and
subsequent behaviors of an orchestra conductor. In order to compare the behaviors of
conductors, one must determine what behaviors a conductor must exhibit to secure that
designation. Elizabeth Green's, The Modern Conductor, has been the "standard" of
conducting instruction in colleges for nearly forty years and though it has been revised
and edited, it has never been replaced as a definitive manual for training conductors of
all varieties. A series of books by Paul Robinson on The Art of the Conductor, which
examines a number of famous conductors and their contributions to the conducting art,
was valuable in quantiffing the science of conducting. A number of studies by
Labitzky, 1990; Hartling, 1989; Goodstein, 1984 and McCord, 1980 offered specific
behaviors of successful conductors in various venues that added depth to the science of
conducting. Finally, there is a whole adjunct field of study initiated by Dr. John
Diamond on the role of personal life energy in music that defines the role of conductor
in terms of the level of energy projected and transmitted by a conductor resulting in
varying degrees of efficacy in producing quality music and having positive effects on
the perfortners in the orchestra. It is interesting to note that upon further exploration,
Diamond is the head of a large holistic healing clinic that uses music to heal. His
observations in his book, The Life Energt in Music ( I 98 I ), have contributed to a whole
field of study that is a subset of holistic medicine and music therapy. His observations
of leadership as it relates to the expending of inner energies is an avenue of inquiry that
warrants the attention of scholars of charismatic theory.
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Charismatic Model of Leadership
Max Weber introduced the concept of charismatic leadership in Germany in
1946. His model has been applied most often in the areas of political and spiritual
leadership. The Weberian perspective notes that charismatic leaders emerge from a
social crisis. If the leader is seen as capable of leading the followers through the crisis,
then special gifts or powers are then attributed to the leader. John F. Kennedy, Gandhi,
Hitler, Jesus Christ, George Patton and Martin Luther King are but a few of the figures
noted in charismatic studies. Most of the persons used in the studies of charismatic
leadership are from the political, spiritual, or military fields. The vast majority of the
leaders profiled are male.
More recently, the focus in studies of charismatic leadership has been a hybrid of
Burns' (1978) ideas on transformational leadership in combination with the personal
charismatic definitions of Weber. Bass and Avolio (1985) did extensive work noting the
fransformational effects of charismatic leaders on traditional business organizations.
There are also neo-charismatic studies linking CEO charisma and business performance
(Jacobsen, 1999).
Through this maze of charismatic theory, the model of charismatic leadership
that fits the vocation of conducting with the least amount of disconnect is the work of
Jay Conger and Rabindra Kanunga. Here is their view of charismatic leadership.
Leadership is observed as a set of role behaviors performed by an individual.
Leadership occurs when the situation demands that the individual influence and
coordinate the activities of a group or members of an organization toward the
achievement of a common goal. This individual is called the leader and the focus on his
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or her behaviors characterizes a behavioral perspective on leadership. (Conger, 1989, p.
48)
The Conger and Kanunga model of charismatic leadership outlines behaviors
and traits of charismatic leaclers that transcend the business world and gives firm
direction in the development of leadership skills.
The charismatic leader must articulate an ideological vision that the followers
view as a moral right. (House & Shamia 1983) While traditionally this would be an
altruistic goal such as peace, freedom, tranquility, or equality, in this musical study, the
ideological vision would be the cathartic experience of music-making at the very highest
levels as experienced by the orchestra and audience. It should be noted that these values
are not pragmatic with ends such as economic security or wealth. This model of
charismatic leadership is dependent upon an abstract vision rather than concrete goals.
The followers respond to the transcendental qualities of the vision rather than to the
promise of personal gain or wealth. A perforner or audience member who experiences
a personally moving perfofinance of music receives value for attending, but doesn't
necessarily receive direct improvement in their life. This study will use the acclaim of
the audiences, performers and critics as the standard by which a conductor succeeds in
his attempts to lead.
The charismatic leader must communicate high expectations of followers,
present a positive self-representation to stakeholders, have extreme confidence in the
followers, take extraordinary risks, and make large personal sacrifices to attain the
vlslon.
Personal traits of the charismatic leaders in this study are an unusual capacity to
experience passion, extraordinary self-confidence, great persistence and undying
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optimism. It is with this in mind that B1uhm helps define a conductor as a charismatic
figure.
A conductor makes no music with his baton. His personality, musical
knowledge and charisma entice others to create beauty. It is easy to forget that he was
not a musician in the ordinary sense; he neither composed nor performed. He
functioned by guiding, inspiring, ffid educating the players and singers who actually
made the music. The medium in which he worked...was a social one.
(Blum, 1983, p. 92)
This study will use an abridged version of the Conger and Kanunga model of
charismatic leadership. Their complete model uses six main categories of factors in the
analysis of charismatic leadership: vision and articulation (six sub-categories),
environmental sensitivity (seven sub-categories), unconventional behavior (three sub-
categories), personal risk, (four sub-categories), sensitivity to member needs (three sub-
categories) and adherence to the status quo (two sub-categories). The Conger and
Kanungo model has a business focus. The analysis of conductors does not fit some of
the categories and sub-categories of the model. Therefore the model was shortened and
adjusted to more closely align with the behaviors and actions of conductors. A complete
listing of the characteristics is included in the appendix. All of the follo*ing traits are
contained in the Conger and Kanungo model but have been reordered for this study.
A charismatic leader should:
Articulate a unique and altruistic vision
Articulate a vision through high expectations of followers
Promote the empowerrnent of followers
Present a powerful, positive self-image
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Thke extraordinary risks
Make personal sacrifices
Demonstrate extreme passion
Demonstrate extraordinary self- confi dence
Persist far beyond any normal standards
Be confident of reaching the vision
These are the standards by which our three conductors in this study will be compared.
(Conger & Kanungo, 1998)
Arturo Toscanini (1876 - 1957)
Born the son of a tailor in Parma, Italy in 1876, Arfuro Toscanini showed
outstanding musical talent at an early age and through the hard work of his working
class parents was a graduate of a music conservatory education in his home town of
Parma. He was a pianist of some ability and a cellist of professional caliber (but not a
virtuoso). It was as a cellist with an Italian opera touring company that his career took
im unexpected turn. When the main conductor did not take the podium for a
performance in Brazil, Toscanini filled in for him with such acclaim and success that he
soon replaced the conductor. This was just after his eighteenth birthday. He did not
play the cello in an orchestra ever again. While Toscanini did not display any notable
characteristics of leadership throughout his educational career, after taking the podium
in Brazil, his path became that of a conductor. Toscanini conducted extensively
throughout the world but is probably best known for his extensive work in the United
States conducting the NBC Symphony. His weekly radio performances and subsequent
recordings are some of the best orchestral works ever recorded.
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"There has never been a doubt in my mind that Toscanini is the greatest
conductor of them all -- an artist of unique grandeur and of such monumental
attainments that no one can be deservedly compared to him." (Ewen, 1951, p. xvi) His
fame was so widespread that he was referred to simply as "The Maestro." He
demonstrated a couple of unusual capabilities that set him apart from nearly all
conductors before and after him (withthe possible exception of Mozart): he had a
photographic memory that extended from written musical passages and scores to
auditory music passages that he heard but once.
On one occasion he was taken to the Regio (an opera house) to hear the opera
Carmen. The next day without even having seen a glimpse of the score, he wrote down
what was then called a potpourri -- a mosaic of the most beautiful passages...he
orchestrated it for his few instruments, reproducing melodies and colours with the
fidelity of a gramophone. (Sacchi, 1951, p. 23 1)
This was when he was a young student. There are numerous incidents that have
been cited that reinforce this ability. There are also dozens of anecdotes that attest to his
ability to hear one violin playing the incorrect note during a rehearsal. Toscanini had
this rare musical gift that complemented the usual behaviors of a conductor to produce a
conductor of tremendous talent. Toscanini conducted all over the world during his
lifetime. However it is his work and recordings with the NBC Symphony during the
middle of the 20th century that have left a permanent legacy.
"A work of art was to him a thing holy, to be approached with humility and
reverence. Less than complete dedication to its execution was to him sacrilege." (Ewen,
1951,p.47) This was the vision of Toscanini. The notes on the paper of a music
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manuscript were divine and the purpose of his life and those in his orchestras was to
recreate that perfection. How he communicated that vision through high expectations is
legendary. Toscanini projected a powerful persona throughout his career. The strength
of his convictions were apparent to those working closely with him.
I trembled so much that t could scarcely sing my progranrme...but the object of
my terror seemed so mild and friendly that my fears vanished and I sang with my usual
freedom. Later I had the privilege of singing under his baton on various occasions. I
was subjugated to his fanatical will like everybody else who came under the spell of the
marvellous personality. I saw how he suffered when something was not done exactly as
he wanted to have it...not from caprice, but from a relentless pursuit of the very highest
perfection. He demanded absolute precision and at the same time the most complete
spiritual surrender to the music...and so it is always a fearful pleasure to sing under him.
(Sachs, 1978, p. 231)
Toscanini is even compared to other leaders outside of music. This reference to
Gladstone shows the ability to corrmunicate with others on a level not often
experienced.
...but I always felt that with him there was a power of concentration which was
greater than perhaps anyone else who has conducted at all. It was the kind of
concentration one hears coming from orators like Gladstone. And it was through the
fierceness, the power of his mental picture of the sound he wanted that he was able to
infect his players that way alone, just through his eyes, to get the results he wanted.
Toscanini could get an enornous amount of result without saying a word.
(Sachs, 1978, p. 35)
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The ability to communicate and demand high expectations is one of Toscanini's
strengths in this model. It was one of the paradoxes that this demanding conductor was
still supportive of his musicians in his orchestra.
It is easy to forget that he was not a musician in the ordinary sense; he neither
composed not performed. He functioned by guiding, inspiring, and educating the
players and singers who actually made the music. The medium in which he
worked...was a social one. (Bluhm, 1983, p.92)
Toscanini took some extraordinary risks in his day, but they seem pale in
comparison to other leaders that are used as charismatic examples such as Gandhi and
Martin Luther Ki.tg. During World War II, Toscanini refused to meet or perform for
Mussolini even though he had once been an acquaintance and political ally. He refused
to conduct at the great V/agnerian festivals during the Nazi years in Germany and
supported the many Jewish musicians in his orchestras throughout the war despite
personal condemnation from his homeland and Germany. On the musical side, he
risked his reputation and health with the creation of the NBC Symphony and attempted
to broadcast a live weekly concert into American homes for a period of years -- all this
while making an attempt to record for posterity every modern major work with the NBC
orchestra. The number and quality of these recordings to this day are an
accomplishment that will never be replicated. All this by someone who was in his 80s,
well past the age by which most people retire.
"It seemed to be universally agreed that he was not subject to the rules and
regulations that applied to other men, even to other celebrated artists." (Sacchi, 195 l, p.
40) Toscanini had a self-image that on the podium was fearfully strong. Off the stage,
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his demeanor changed dramatically. His tastes in food and housing were quite in line
with the common man. Off the stage, Toscanini was an unassurning man. When not on
the podium or rehearsing music, the charismatic persona faded.
Many people have said that he is falsely modest, but that is not true. Toscanini
is the most human and natural creature you can imagine, amiable and without airs....Last
evening, who but Toscanini was sitting at our place, pasting postage stamps with the
children and telling fairy tales. (Sachs, 1978, p.229)
Therefore, of the behaviors needed to qualiff as a charismatic leader --
articulation of a vision, communication of that vision, empowerment of his followers,
high self-image with personal sacrificing and risk-taking --Toscanini would rate highly
as a charismatic leader. The personal sacrifice and risk-taking would be the only areas
that would be somewhat deficient. He would be very strong in all of the other areas.
...his struggle to achieve a beautiful perfornance was absolutely a maffer of life
and death -- the struggle itself even more than the achievement. His objective in driving
himself and everyone else so ferociously was certainly not to please an audience made
up largely of casual listeners. The beauty simply had to be re-created, and to him the
world was no good without it. This passion, fanaticism, madness -- call it what you will
-- possessed him so entirely that his work became communication at a level undreamed
of by most performers. (Haggin , 1967,325-326)
Such moments constifuted the peak experiences in many performers' lives. After
the moment had passed, they suffered the same pains the mystic does when his
visionary transports fade. It was tragic; because after this we could never enjoy other
conductors. (Berghauser, 1933, p. I 12)
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These passages illustrate the extreme passion and self-confidence of Toscanini.
They also point to the confidence of his vision and abnormal persistence. "A demoniac
force in him that he could neither suppress or control, led him continually and restlessly
to seek perfection at all costs." (Stefan, 1936, p. 34) Toscanini fulfills the characteristics
of charismatic leadership very well. What is not addressed in this model is the method
of communication that worked so well for Toscanini in achieving such impressive
results. This will be reviewed when all three composers are discussed.
Leopold Stokowski (1 882- 1977)
Leopold Stokowski was a child of working class parents in London. His musical
education began at the Royal Music College in London where he was one of the
youngest students ever admitted in 1896. He was a virfuoso organist and, by the age of
16, was performing at some of the largest cathedrals in London. He was offered an
organist job at St. Bartholomew's Cathedral in New York at the age of eighteen. Given
a chance to conduct the Cincinnati Orchestra, he became their conductor in 1909. His
career included numerous positions at a variety of orchestras, but he will be generally
associated with his tenure at the Philadelphia Orchestra and as the conductor featured in
Walt Disney's production of the movie Fantasia. He conducted all of the major
orchestras in the United States as a guest conductor and was an innovator wherever he
went. He conducted orchestras until the day he died in lg77 .
If there was an antithesis of Toscanini it could be argued that Leopold Stokowski
was that conductor.
Toscanini's polar opposite, Leopold Stokowski, just as clearly demonstrated his
own analogical links, but at the expense of the Toscanini's literalism and transparency.
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Stokowski's non-musical ties to music making lay in his gift for fantasy and in his way
with the drama of storytelling...enhanced, at least in his own mind, by the brush work of
his phrasing of the score-idiosyncratic phrasing that often drove critics to distraction!
(Smith, 1990, p. 62)
Living in the aftermath and shadow of Toscanini, Stokowski developed into an
acslaimed conductor though a very different path. His gift was not the reproduction of
music, but the reinterpretation of music. Stokowski re-invented himself regularly in
interviews with the press. He said he was Hungarian, Polish, and even a Gypsy during
his life. He created whole fantasies about his upbringing in which nearly nothing was
true. But his effect on music was considerable and it was all from the podium. He
brought the Philadelphia Orchestra from obscurity to become the premier orchestra in
the world during his tenure. "During the heyday of the Philadelphia Orchestra under
Stokowski, leading players in the orchestra became as famous in musical circles as star
baseball players in the sports field." (Robinson, 1977).
Ever the innovator, Stokowski started a number of new things that are in use
today and perhaps even bigger today than in the 1920s. He began Young Peoples'
Concerts in l92l and Pops Concerts in 1915. He hegan focusing on developing an
audience for classical music among school children, ffid his presentations were not only
easily accessible pieces like "Pe ter and the Wolf " they included new music on the edge
of creation. His foresight in this and the concept of "pops concerts" are some of the
biggest financial successes for modern orcheskas to this day. And, of course, there is
the movie"Fanlasia" released in 1940. This film brought together two of the biggest
innovators in the United States during that decade: Leopold Stokowski and Walt Disney.
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Without going into detail, it was a work far ahead of its time both in technology and
concept.
"Stokowski is a revolutionist;...today music is, principally through the efforts of
StokowsH, ffi art...popular not only for the usual select minority but also for the
multitudinous masses, a thing never achieved before." (Chasins,1979, p. 181) This is a
testament to the vision and long term effect of Stokowski's life in the words of an author
mostly critical of his work. The controversy surrounding Stokowski does not alter his
place in conducting history as a very influential conductor. As we apply the charismatic
model to Stokowski, there is a very different look to the profile. The uniqueness of his
vision for an orchestra is supported unanimously. While some differ regarding his
motivations for his developments, they shaped orchestras as we know them today.
"He (Stokowski) made an enormous contribution to symphonic style. He was someone
who gave us a completely new aspect of what a symphony orchestra could sound like
and actually the luxury of the sound itself was exciting." (Daniel, 1982,p.760)
As we look at vision, Stokowski has a strong showing in this part of the
charismatic model. Ever looking for new methods of seating the orchestra, better
recording techniques, new composers, new combinations of instruments, new solo
artists, and even new audiences, Stokowski was an ever-changing visionary who tried to
be the first at everything.
In the charismatic model used in this study, a unique vision must be translated
into high expectations from followers. Stokowski would fulfill this part of the model
with glowing reviews. Using high energy and a keen awareness of human behavior,
Stokowski demonstrates he can articulate a vision and motivate followers. "...the
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maestro's projection of some sort of powerful vitality and influence that he was
somehow able to share with the musiciafls so that they were moved to play music in
ways not ordinarily thought possible." (Smith, 1990, p.7l) Skokowski is recognized
by many authors for his ability to motivate and influence the members of his orchestras.
"...the musicians were psychologically galvanized by the maestro. He made each of
them feel his or her importance in the success of the orchestra at each performance.
They knew they were responsible." (Robinson, l9?7, p. 31) "...Stokowski was a gifted
psychologist at involving the orchestra's members and literally convincing them of their
mission." (Smith, 1990, p.2l)
Stokowski was able to communicate eflectively with his orchestra musicians.
From the standpoint of high expectations for his followers, he would rate highly. But in
the category of support for his followers, there is a more complex picture. On one hand,
during his tenure with the Philadelphia Orchestra, he had a cadre of the best soloists in
the world on a variety of instruments that stayed with him for many years. On the other
hand, he never spoke to his orchestra members by using their first name; he discouraged
interaction with any members of the orchestra and insisted that any interaction between
the members and himself be scheduled \Mith a secretary in his office. "stokowski's
ability to inspire musicians was sometimes balanced by the ability to turn them off."
(Chasin, 1979, p. 109)
As a charismatic leader empowering others, his behavior has a mixed rating. He
was inspirational and the musicians were willing to abide with his antics as long as the
positive results and reviews were forthcoming.
An unpredictable tyrant, streaking on and off stages, he was a bully, ruthlessly
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stepping on anyone who stood in the way of reaching his momentary goal. His
orchestra loved and loathed him, ffid at the very same moment. Audiences fought for
admission to his concerts and walked out on his revolutionary, modern programs.
Musicians attacked him for the outrageous liberties he took with scores, He was the
perfect caricature of our ambivalent century. (Chasin, 1979, p. xi)
There is liule doubt in any of the research that Stokowski had a powerful self-
image. The anecdotes concerning his cireer are numerous.
By temperament and choice, Stokowski was a sophisticated marr, completely at
home in the company of the rich and powerful. He created and rnaintained a social gulf
between himself and his players, aligning himself with the members of the board and
their circle of friends. Dressing like a banker and discussing financial matters with ease,
Stokowski could be as fastidious and as organized as any of them.
(Robinson, 1977, p. 45)
Therefore by design, he created a powerful self-image, but kept himself separate
from the people in his orchestra and the audience.
In a musical setting, Stokowski took many risks. While he protected himself
from criticism by insulating himself from his followers, he nonetheless was in constant
renewal. He experimented with designing acoustics in the halls he played and he added
instruments to the orchestra that were never included before. He went to Hollywood
when that was considered a cultural wasteland to make the movie "Fontosia." He
prografiImed the newest music for the Philadelphia Orchestra causing some people to
walk out of concerts, but they would stand in line for hours to get tickets to see
Stokowski anyway. He took artistic risks continually. Some would say that many were
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not successful, but all would say that it took a special conductor even to try them.
On a personal level, Stokowski was an enigma to the public, but a discontented
private soul. "Beneath his supercilious exterior, Stokowski was a very dependent and
lonely man, always in need of love and assurance. Fortunately, his imperious
personality incited not only opposition but also support." (Smith, 1990, p. 1a9)
Stokowski's relationships were always based upon politics and his career is rife
with suspected underhanded maneuvers and romantic liaisons with women. There is
very little documentation of personal sacrifice, but the way he chose to spend his life
carried with it a high degree of personal sacrifice. He was not well liked by even the
people that admired him because he chose to keep a huge gulf between his followers
and himself. His personal traits, unlike Toscanini's, were all wrapped up in the persona
of his conductor role. He was never "off-stage."
The passion and self-confidence of Stokowski have been evident from many
examples given to this point.
He remembered the conductor as a man who could be so petty as to fire a good
musician because in the conductor's judgment, he had on inappropriate dress for
rehearsal. Minutes later, he could make the musicians feel as one in the beauty and
emotional power of the music being played. (Srnith, 1990, p. 2l)
Stokowski can be seen as a rare conductor who will always be highly regarded
in the three areas of passion, self-confidence and reaching for the vision with
extraordi.tary persistence. His greatest contribution to conducting and orchestral
performances could be the infusion of his own personality into the art form. From the
first conductors to schedule transcontinental touring with his orchestra, the first to
27
broadcast sound on film, one of the pioneers in studio recordings, creating "free-
bowing" orchestras, and the sponsor of premiers of countless new pieces of music,
Stokowski has his indelible stamp etched in orchestral music for all eternity.
As the previous conductor, Toscanini, fit the charismatic model well, so does
Stokowski. Stokowski was much weaker in the support for followers and in the
personal sacrifice, but in the other areas, he ranked as highly. Stokowski was by far
more controversial in the minds of historians and musicians alike.
Leonard Bernstein ( 19 16- 1986)
Born of Ukrainian-Jewish parents in Massachusetts, Leonard Bernstein
(originally named Louis Bernstein) showed musical talent on the piano from an early
age. After attending the prestigious Boston Latin School in his youth and Harvard
University as an undergraduate, the Curtis Institute became the final stop in the musical
education of Leonard Bernstein. Performing as a professional musician from the time
he was 16, conducting and composing became his passion. Though well-known for his
orchestral works such as "Condide, " he will perhaps be remembered more for his
Broadway musical "West Side Story " and his televised Young People's Concerts.
Though his name became synonymous with the New York Philharmonic, he conducted
most major orchestras throughout the world as a guest conductor until his death in 1986.
As the third conductor in this study, he is the most recent of the three conductors. His
life from an historical perspective is still relatively new. A native American, this
conductor grew up in a middle class family and did not suffer from lack of opportunities
in his childhood. His Jewish upbringing offlered a slightly different experience from the
other two conductors, but nothing that would be considered out of the ordinary. A
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prodigious talent on piano, his recognition as a musician was, like Stokowski's, his first
opportunity for recognition. Like both Stokowski and Toscanini, his mental capabilities
for recall of melody and improvisation were startling. While Toscanini and Stokowski
were little known for their composing efforts, Leonard Bernstein was truly one of the
premier American composers of the 20th century. While his talents in composition are
most noteworthy, it is his ability as a conductor and leader that we are addressing in this
study.
Lenny has made us understand that music is the purest and the most universal
form of eloquence. And symphonic music in the hands of great masters and conductors,
like Lenny, embodies the unperceived inner flow of life. In listening we overcome the
insecurity, the incoherence and the incompleteness and relativity of our everyday life.
And that miracle is achieved by submiuing to the power of its organized flow, a
submission which brings a very special enrichment. (Gradenwitz, 1987, p.279)
This vision of music is very different from the first two conductors. It is,
however, very true to the first premise that the charismatic leader articulate a unique,
altruistic vision to his followers. The message perhaps is different, but the fulfillment of
the test is complete.
It is perhaps in Bernstein's own words that the communication through high
expectations is best illustrated:
The conductor must not only make his orchestra play; he must make them want
to play. He must exalt them, lift them, start their adrenaline pouring, either tlrough
cajoling or demanding or raging. But however he does it, he must make the orchestra
love the music as he loves it. (Gradenwitz, 1987, p. 47)
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There is that sense of expectation and mutual respect that in not always found in
renowned conductors. With Bernstein, there was a keen insight of collaboration with
musicians in the orchestra.
I think teaching is perhaps the essence of my function as a conductor; I share
whatever I know and whatever I feel about the music. I try to make the orchestra feel it,
know it, and understand it so that we can do it together...the whole joy of conducting for
me is that we breathe together...it's like a love experience. (Bernstein, 1973, p. 56)
There were none of the tyrannical outbursts of Toscanini nor the unrelenting
demands of Stokowski, for with Bernstein, the orchestra was a partner to accomplish the
musical performance. So his support of followers is perhaps even much higher than that
of either Toscanini or Stokowski.
When it comes to a powerful self-image, Bernstein is less humble than even
Stokowski. While both Toscanini and Stokowski were renowned internationally, neither
carried the superstar quality that Bernstein enjoyed and helped generate.
Leonard Bernstein would be a delightful conductor if he could ever forget...that
he is being considered by V/arner Brothers to be a film star. With all the musical
advantages he has, he seems to have furned, in the last two years, even more firmly
away from music making and to have embraced a career of sheer vainglory....nowadays
he keeps it (music)...a vehicle for the waving about of hair, for the twisting of shoulders
and torso, for the miming of facial expression of uncontrolled emotional states. But his
conducting today, for all the skill and talent that lies behind it, reveals little except the
consistent distortion of musical works into cartoons to illustrate the blithe career of a
sort of musical Dick Tracy. (Peyser, 1987 , 133- 134)
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This is harsh criticism but it is just one of the many excerpts that shows how
Bernstein was bigger than life both on the podium and off. From creating an uproar
when he kissed Jacqueline Kennedy on the cheek at a Lincoln Center concert,
thoroughly insulting his Russian hosts during a guest conducting tour in Moscow, to his
sexual ambivalence, his life was one headline after another. While the onstage persona
was massive, there are hints that the inner Bernstein was not as confident.
I was unhappy until I discovered music at the age of ten....I suddenly found my
world; I became very strong inside and strangely enough around the same period I grew
up very tall and I became athletic and was very strong, and I won medals and cups for
diving...you see the secret of it is I found a universe where I was secure, where I was
safe -- that's music. And I was at home and nobody could touch me. My father
couldn't hurt me, nobody could hurt me when I was in my world of music, sitting at the
piano. There I was protected, I was at home. (Gradenwitz,1978, p.22)
Bernstein spent 30 years in constant psychotherapy and his personal life was the
frequent topic of the tabloids in New York. This is at the same time his success and
renown as a conductor/composer was international and irrefutable.
As a charismatic leader, Bernstein would need to have made extraordinary
personal sacrifices and take great risks. These are two areas that he would not warrant a
high recommendation. Bernstein never suffered personal hardship that was not of his
own making. His homosexual liaisons, his antagonism toward older conductors, and his
habit of speaking publicly without care for his words created plenty of grist for media
outrage. These problems nearly always stemmed from his own actions. During his life,
he was one of the highest paid musicians in the country, so economic hardship or
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sacrifice was never present. The greatest risks he took would probably be as a
composer. He took a chance in composing and conducting musical theater when
legitimate musicians viewed Broadway with disdain. But on the whole, Bernstein took
very few risks and suffered very little personal sacrifice during his upbringing or during
his life.
As we look at the personality traits of Bernstein, he was by all measures
extremely passionate about everything. A true Renaissance man, he loved learning
everything about anything. "Lenny combines the two things which are most rare:
enonnously broad knowledge and profound intellectual insight, and then a third quality
which is indefinable - a radiant excited mysticism." (Gradenwitz, 1978,p.276).
Passion and self-confidence were not in short supply with Bernstein. His
confidence is apparent in his quote in the USAToday in 1986:
I was diagnosed as having emphysema in my mid-20's, and I've been smoking
for decades, I was told that if I didn't stop, I'd be dead by age 25. Then they said I'd
be dead by age 45. And 55. Well, I beatthe rap. I smoked, I drank, I stayed up all night
and screwed around. I'm overcommitted on all fronts.
That quote emanates from a person who needs to display his excesses to prove
he is above the the laws of nature and of man. Bernstein will rank very high in self-
confidence and passion, though a good portion of the passion is more evident in his
personal life than in the music which he composed and conducted.
The degree of persistence that Bernstein exhibited is difficult to gauge. The
persistence that Leonard demonstrated in pursuing and achieving high musical training
as a pianist and composer would indicate a high degree of persistence. However,
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throughout his life, the variety of activities with which he occupied himself was so
eclectic and the pace at which he engaged in them was so frenetic that he never really
demonstrated a degree of persistence or perhaps single-mindedness on any one path.
There was always another topic to learn, another world to conquer, another appearance
to make, or another party to attend. He focused diligently on whatever he was
attempting at the time but rarely stayed on one subject for any length of time. Though
he was the main conductor of the New York Philharmonic for years, he made more
guest conducting appearances during his life than almost any conductor before or since.
He loved the challenge of newness and learning. This penchant for the next great
endeavor makes it difficult to gauge his ability to persevere.
His vision that he communicated so well with his orchestra and audiences on TV,
radio, and in person was hard for Bernstein to maintain as a belief for himself. All the
writings by and about Bernstein hint at a dark insecurity within himself. Because of his
fremendous intellect and memory, he was always confident he knew the correct answer,
but he didn't always demonstrate a belief in himself to get the job done. It was in this
area he allowed his own personal insecurities to undermine his ability to bring the vision
to realization. One interesting note on one biography of Bernstein was when a reviewer
said that the biography suffered the same defect as its subject -- it was spread too thin
over too wide an area. This is an appropriate comment on the the persistence and
confidence of Bernstein in fulfilling his dreams and vision.
Comparative Analysis
Toscanini's vision was to recreate with absolute perfection the artistry of the
music of the greatest composers in the world. His expectations of professional
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musicians were extraordinarily demanding; yet he was loved and admired by those on
whom he was the hardest. His manner commanded complete obeisance and devotion.
He was a most accessible man off the podium but one whose presence radiated talent
and self-assurance wherever he went. He never questioned his abilities and would
persist in securing the proper performance until it was perfect in his mind. He had the
admiration of composers and musicians internationally. His passion for music led him
to conduct at a steady pace well past the age most people quit working. He conducted
the NBC Symphony in New York from 1945 - 1954. His age dwing that tenure was 78
to 87 years old. He set an almost impossible standard of conducting knowledge that has
rarely been approached since.
Stokowski's vision was to move orchestral music into a new era. He challenged
audiences and musicians alike to do new things and experiment with every phase of
orchestral playing. His ego-driven relationship with his orchestras limited his fit in this
model as he was not very supportive of the people who worked for him. His
extraordinary self-confidence and self-image are high in the charismatic model while his
personal sacrifice is quite low. His personality traits fit the model most completely. He
was passionate about everything that had his attention and name attached. He would not
budge in demanding everything he felt necessary to get the job done correctly. He
never doubted himself in any aspect of conducting.
Bernstein's vision was to help the world experience music in every phase of life.
His extraordinary talents allowed him to relate well to everyone and make all who knew
him feel at ease. A powerful ego and tremendous intellect allowed him to communicate
his vision throughout the world by bequeathing an immense library of recordings,
books, videos, and movies. His legacy persists to this day with the Leonard Bernstein
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Learning Centers whose goal is to help schools incorporate music and the arts into
standard curriculum. Everything Bernstein did he did with passion and confidence that
belied the turmoil of his personal life and psyche. Outwardly, he was a conducting
superstar who wanted everyone to love music and life as much as he did.
The three conductors demonstrate many of the behaviors and traits of the
charismatic model presented here. Had their passions and talents been used in a
different field, perhaps they might have been charismatic leaders in the business world,
military and possibly religious circles.
The common weaknesses of these conductors as charismatic leaders were in the
areas of personal risk and sacrifice. All three conductors suffered some hardships, but
they did not risk life and limb to achieve their goals. Bernstein grew up in a family that
was a challenge emotionally, but one which had enough money to afford the best
instruction for him in New York. Toscanini was sent to a private conservatory and, from
all indications, had a normal childhood home. Stokowski was a man from the middle
class and was supplied with whatever he needed to progress as a musician. The
occasional risks that these three took professionally never threatened to bankrupt them
or leave them without a job. From the standpoint of risk, these three conductors would
score the lowest in this model.
While these conductors did not fit well in the areas of risk and personal sacrifice
in the charismatic leadership model, they do fit well in almost every other area of this
model. The vision, self-confidence, passion, powerful image, and persistence all
indicate high correlations with this defrnition of charismatic leadership for all of these
conductors. In the model presented here, all three conductors are excellent examples of
charismatic leadership.
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Discussion
If three of the most famous conductors in the last century fit the charismatic
model, can we therefore anticipate success in a conductor by applying these charismatic
model principles to other people? Can a conductor improve hisflrer effectiveness by
modeling the behaviors as outlined in this model? These are the basic questions of this
study.
Articulating a unique and altruistic vision is a behavior that can be measured and
learned. Many leadership models include the word or concept "vision." While the
charismatic leaders we have looked at in this study had global visions for their art form,
it stands to reason that a conductor of any group can be encouraged to dream of higher
level of value than the next rehearsal or the next concert. It is also very reasonable that
the conductor of any ensemble can improve the articulation of their ideas.
Communication efficiency and power is a hallmark of many leadership models and
educational programs. A conductor can certainly be judged objectively on the existence
of a vision and the ability to convey that vision. So the vision part of the charismatic
model could work well in an evaluation of the efficacy of a conductor and a place for
personal development in the skills to be a successful conductor.
Communicating high expectations is the second behavior of the model. With
Toscanini there was emotional and passionate ranting. With Stokowski, there was quiet,
intense, embarrassing pressure placed upon individual players. With Bernstein, there
was a constant effort to enliven and cajole the best from his players. High expectations
and how to transmit those expectations constitute difficult areas for a conductor to be
measured. The variety of successful examples defies qualification. The communication
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of expectations is most effectively an extension of the personality of the conductor.
While examining just these three conductors, it is easy to see that completely opposite
methods may yield similar successful results. While experimenting with different ways
of interacting with an ensemble is advisable, it is impossible to evaluate what will work
for an individual in a particular ensemble until that individual actually conducts. In this
sense, the charismatic model is not very effective in predicting success in a conductor.
It would be difficult to predict a conductor's effectiveness by hisiher demeanor or
communication skills off the podium. The skills in communicating expectations could
be improved after the fact, but it would be an educated guess for someone to predict
effectiveness before an actual exhibition of conducting.
The support of followers can be learned and evaluated. In many conducting
situations, behaviors toward the musicians and audience are defined by contract or law.
In school settings, the range of behaviors available to a conductor is fairly nilrow given
the laws governing interactions with children, while union contracts in professional
organizations often set standards for behavior, and in volunteer ensembles, continued
attendance is a sure-fire indicator and evaluation of a conductor's podium behaviors.
The charismatic model in this study was used with historical conductors of international
fame whose behaviors do not translate well to the majority of conducting situations in
the world today. Conductors today can ill affrord to alienate their audiences or
musicians. The charismatic model used here can be effective in predicting success in
conducting when a conductor could be observed interacting with hislher ensemble;
however, with the current constraints of communication behaviors in many situations for
most conductors, there is less variance allowable in this area. The charismatic model
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gauging support for followers has a nuurow tolerance in most conducting environments.
A powerful self-image is measurable with psychological tests perhaps, but what
is noted about the conductors in this study is not only self-worth but the projection of a
powerful image to the musicians and public. All three conductors had prodigious
personal talent that was the foundation of their self-confidence. Talent such as these
three possessed is extremely rare. This rarity creates a dilemma for a conductor that
does not have a supreme talent as a seed to grow a powerful self-image. This self-
image and the projection of that image is such an important area in this model that will
often predict the success of a conductor. As the baton makes no music by itself, it
becomes a prerequisite to have some sort of personal power recognized in the figure on
the podium. The charismatic model that demands a powerful self-image can be accurate
in predicting success in conductors and offering development arenas for personal growth
to increase success as a conductor.
The charismatic model uses extraordi.rury risk and personal sacrifice as the final
two behaviors that charismatic leaders demonstrate. For most conductors, extraordinary
risk is not an option for their ensembles or in their lives. This is the one aspect of
charismatic leadership that does not fit our celebrity conductors well and is less of a fit
for an average conductor. A professional conductor can take some risks with his/her
career and probably must take risks to succeed in the competitive world of professional
orchestras; but a conductor of an ensemble in an education setting or a small market
professional group has liule heishe can risk. The latter can be adventuresome,
evolutionary, or even a pioneer, but those are far less charged words than "extraordinary
risk." If the words extraordinary risk were changed to risk-taking behaviors, the
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charismatic model would be more applicable to the average conductor. To achieve and
inspire excellence in followers, a conductor cannot settle for the status quo. He/she
must be willing to take some risks to generate a unique identity as a conductor to inspire
the followers toward a vision that is held high in the charismatic leader's daily
communication. Risk-taking is difhcult to measure and difficult to teach. What is
easier to identifu is the absence of risk. A conductor must balance willingness to take
risks against the possibility of stagnation which results from lack of risk. The
charismatic model used here without changing the term extraordinary risk does not
apply to the average conductor. Change "extraordinary" risk to "does not avoid" risk,
and the model works well.
Personal sacrifice is something that applies to all conductors at every level. The
time commitment to achieve excellence at any level of music ensemble is staggering. A
regular education teacher has a classroom of approximately 30 students, an athletic
coach has between 5 and 11 players on a team, while a conductor will have up to 125
musicians at a time in the same room all trying to coordinate their efforts into a single
coordinated effort. Unlike the classroom where each students is graded individually, or
in a team sport where athletes can be replaced if not producing adequately, there is no
"bench" in musical organizations. Everyone must succeed all the time with a high
degree of perfection, even in the youngest ensembles to create good music. The best
players are performing at the same time in the same ensemble with the worst players.
The amount of energy it takes to work with these large numbers of people can be
overwhelming at times and is always psychologically draining. Coordinating the
learning of these disparate levels of skill is a perpetual challenge.
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Every musical combination, from duet to full symphony orchestra, will have its
energy level set by one member of the group who is the leader, whether appointed or
not. It is his energy level that determines the transmission of the pulse by the group.
In an orchestra, this level is invariably set by the conductor and thus we
find the same orchestra may test at many energy levels depending on that
particular conductor...Thus it is that many high energy orchestral players tell me
how tired and dispirited they feel after playing under certain conductors. We
always find on test that these conductors are low energy conductors. And, of
course, the conductors under whom the orchestral players tell us that they have
played beyond their limits, test out as high energy conductors... (Diamond, 1981, p. 2l)
This energy that Diamond describes is personally draining for the conductor and
his/her musicians. As Diamond illustrates, if the musicians are supplying the energy,
they do not like it. The most rewarding experiences for the musicians and audiences are
when the conductor is the spark plug for their catharsis. Whether it is getting first-
graders to remember the words for the annual holiday concert in the gym or the
Philadelphia Orchestra trying to attain the subtlest nuance in a Beethoven symphony, the
energ-v for that exercise comes from the podium. This is a sacrifice of life energy.
Teachers who teach all day know how draining that experience can be. Imagine that
experience dealing with three to five times the number of participants every hour, all
depending upon the energy of the conductor to create the enjoyment and learning for
them while the group's success will depend not upon the best musicians, but on the
worst who are also playing and participating in the ensemble. It is a unique vocation
that has unique personal challenges. This energy sacrifice is only part of the personal
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sacrifice for conductors at every level. The preparation needed to make every minute
count in a rehearsal is enormous. All conductors may be able to use the charismatic
model to judge their effectiveness and plan for greater effectiveness by looking at the
area of personal sacrifice. Nothing done from the podium is without cost and
consequence. By raising the energy, increasing the risk level of the vision, and devoting
more personal time into preparation, a conductor can be judged on his/her efflrcacy while
discovering a path for personal improvement and enlightenment.
Summary
The effective communication of an altruistic vision, the unqualified support for
followers, the development of a powerful self-image, the encouragement of risk-taking
and the heavy investment of personal time are all avenues by which a conductor can be
evaluated and developed. This is good news for the conducting world which has relied
heavily on advanced baton technique and more detailed score preparation as the
solutions to poor musical results from the podium. This is also good news for leadership
studies. If one focuses on the behaviors of the three conductors in this study, one can
envision a method of skill development that could make leaders at various vocations
more effective. Exercises in philosophy development, effective cortmunication theory
and practice, exposure to motivational techniques, a trait-specific psychological analysis,
and thorough time/behavior study of actual podium activities are all concrete strategies
for defining and improving the subjective qualities of conductors and leaders. Even
though many of the behaviors listed above are rnore subjective in nature than what is
generally included in the curriculum used to train musical conductors, it would be a
worthy pursuit of a music department at a college to perhaps spend equal time on both
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affective training and effective training.
The continued study and refinement of charismatic leadership is an area that this
study suggests as necessary. There is still no method to begin to isolate the spark of
communication that seems to reside in the personalities of leaders like these three
conductors.
Applying the Theory to Other Conductors
The model of charismatic leadership used in this study confirmed the charismatic
abilities of the successful conductors profiled. Applying the theory to other conductors
would explain high correlations with the traits and behaviors specified in this model. If
that is true, then to be more successful, conductors at every level could use this model
or a similar charismatic model as a blueprint for self-examination and personal growth.
Such a conclusion warrants a field study using this model to determine whether
charismatic leadership traits are consistent with successful conductors.
All of the conductors in this study demonstrated a passionate vision. While this
is a big component of the charismatic model used here, it is not a part of the education
program for most conductors in colleges. As a supervisor of many student teachers over
the last thirty years, instruction in philosophy and the systematic nurturing of a
passionate personal vision of the future is virfually non-existent in the preparation of
music conductors and educators. This study suggests that colleges re-examine their
curriculum and determine if enough instruction is directed toward the development of a
vision and the effective, persistent communication of that vision. If the charismatic
model is an indicator of success in conductors, then more time must be devoted to
development of those skills and behaviors in our young conductors.
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Throughout the study of charismatic leaders and outstanding conductors, there
was a glaring consistency: women were not in evidence. This observation generates a
series of questions about both charismatic leadership models and professional
conducting. Are these models gender neutral or do they measure only masculine traits
and behaviors? One conclusion from this study is that much more work needs to be
done to determine any gender bias in charismatic leadership models. The adunct
question is why are there so few professional conductors of major orchestras who are
women? These both deserve attention in the future.
The charismatic leadership models studied here all focus on observable
behaviors and traits that delineate charisma in leaders. What goes unanswered in the
study of these great conductors is the invisible communication and influence that is
anecdotally present. A repetition of the observation of Toscanini epitomizes the effect
that all musical conductors aspire at every level; to have the musicians in their ensemble
respond to the conductor's personal inner voice that is speaking so clearly in his/her
mind.
But I always felt that with him there was a power of concentration which was
greater than perhaps anyone else who has conducted at all. It was the kind of
concentration one hears coming from orators like Gladstone. And it was through the
fierceness, the power of his mental picture of the sound he wanted that he was able to
infect his players that way alone, just through his eyes, to get the results he
wanted.....Toscanini could get an enornous amount of result without saying a word.
(Bluhm, 1987, p. 35)
The study of charismatic leadership must take a serious look at the illusive
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APPENDIX
The Refined Conger-Kanungo Scale of Charismatic Leadership
Stategic Vision and Articulation
1. Provides inspiring strategic and organizational goals.
2. Instpirational; able to motivate by articulating effectively the importance of
what organizational members tue doing.
3. Consistently generates new ideas for the future of the organization
4. Exciting public speaker.
5. Has vision; foten brings up ideas about possibilitites for the future.
6. Entrepreneurial; seizes new opportunities in order to achieve goals.
7. Readily recognizes new environmental opportunities (favorable physical and
social conditions) that may facilitate achievement of organziational
objectives.
Sensitivity to the Environment
8. Readily recognizes constraints in the physical environment (technology
Iimitations, lack of resources, etc.) that may stand in the way of achieving
organizational obj ectives.
9. Readily recognizes constraints in the organization's social and cultural
environments (cultural norrns, lack of grassroots support, etc. ) that may
stand in the way of achieving organizational objectives.
10. Recognizes the ahilities and skill of other members of the organization.
1 I . Recognizes the limitations of other members of the organization.
Sensitivity to Member Needs
12. Influences others by developing mutual liking and respect.
I 3. Shows sensitivity for the needs and feelings of the other members in the
organization.
14. Often expresses personal concern for the needs and feelings of other
members in the organization.
Personal Risk
15. Thkes high personal risks for the sake of the organization.
16. Often incurs high personal cost for the good of the organization.
17 . In pursuing organizational objectives, engages in activities involving
considerable personal risk.
Unconventional Behavior
18. Engages in unconventional behavior in order to achieve organizational goals.
19. Uses nontraditional means to acieve organizational goals.
20. Often exhibits unique behaviors that surprise members of the
organization.
(Conger, Kanungo, 1998)
Stage I
Stage 2
Stage 3
Di stingui shing Attributes of Charismatic Leaders
Environmental Sensitivity High need for environmental sensitivity to change
the status quo.
Relation to status quo Essentially opposes status quo and strives to
change it.
Future goals Idealized vision that is highly discrepeant from the
status quo.
Likableness Shared perspective and icdealized vision make him
or her likable and worthy of identification and
imitation.
Articulation Strong and/or inspirational articulation of future
vision and motication to lead.
Behavior novelty Unconventional or counternormative.
Trustworthiness Passionate advocacS incurring great personal risk
and cost.
Expertise Expert in using unconventional means to transcend
the existing order.
Influence Strategr
Power base usage Personal power (based on expert power; respect
and admiration for a unique hero)
(Conger,Kanungo, I 998)
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